Jazz-Shaped Bodies:

Mapping City Space, Time, and Sound
























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 	 						the	best	way	
anyone	ever	referred	to	me	as	mixed-race	was	a	jamaican		
woman	who	said,	I	noticed	you’re	touched.		to	
me	sounded	like	she	meant	by	the	hand	of	god	
(or	the	god	of	hands),	and	not	the	tar	brush.		made	me	
feel	like	a	motherless	child	a	long,	long	way	
from	my	home	(16).	
	
Here,	Compton	incorporates	lyrics	from	the	traditional	African	American	spiritual	
performed	and	adapted	by	icons	such	as	Mahalia	Jackson,	Louis	Armstrong,	Marian	
Anderson,	Paul	Robeson,	and	Lena	Horne.		Although	Compton	writes	that	he	is	
‘agnostic	about	the	spirituals	—	that	golden	inheritance’	(After	17),	his	utilisation	of	
this	spiritual	tradition	strengthens	his	articulation	of	the	experience	in	which	the	
colour	of	his	skin	triggers	recognition	in	the	Jamaican	woman;	his	reference	to	the	
hand	of	god	in	this	context	foreshadows	his	tapping	into	the	resource	of	the	
spiritual.		Compton	uses	this	refrain	paradoxically:	despite	the	content	of	the	lyrics	
(and	the	omission	of	the	word	“sometimes”),	which	suggests	displacement	and	loss,	
in	accessing	the	resource	of	the	spiritual	and	interpreting	the	Jamaican	woman’s	
observation	positively,	Compton’s	articulation	is	one	of	belonging	to	the	diaspora	in	
which	the	Jamaican	woman	becomes	a	proxy	for	the	absent	mother.	
	 The	idea	of	a	“zebra”	consciousness	is	something	that	Clarke	uses	to	discuss	
Hill’s	Any	Known	Blood	(1997),	a	novel	often	compared	to	Alex	Haley’s	Roots	(1976),	
in	which	the	protagonist,	Cane	V,	can	pass	for	‘multiple,	non-black	identities’	
(Odysseys	220).		Cane	V	is	the	fifth	generation	of	men	who	share	the	same	name,	
Langston	Cane.		Walcott	points	out	that	Hill’s	act	of	naming	draws	the	Harlem	
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Renaissance	into	the	genealogies	of	the	Cane	family,	referencing	both	Langston	
Hughes	and	Jean	Toomer’s	1923	novel.		Describing	this	as	an	indication	of	Hill’s	
‘border	crossing	sensibilities’,	Walcott	affirms	that	such	‘intertextual	dialogue’	
between	contemporary	Black	Canadian	and	African	American	literatures	and	
histories	‘is	crucial	to	black	literature	of	the	North’	and	that	‘it	is	impossible	to	make	
sense	of	some	aspects	of	black	Canadian	history’	without	a	consideration	of	the	
influences	and	proximities	of	the	United	States	(67).19		Perhaps	more	important	is	
the	allusion	to	the	US	“one	drop	rule”	inherent	in	Hill’s	title,	which	is	included	as	an	
epigraph	to	the	novel.		A	second	epigraph	from	Hughes’	poem	“Cross”	amplifies	a	
sense	of	social	exclusion,	argues	Fraile,	because	in	it	the	‘mixed	race	subject	[is]	
excluded	not	just	from	the	white	but	also	from	the	black	world,	“Being	neither	
white	nor	black.”’	(81).		Clarke	sets	Hill’s	embrace	of	his	dual-heritage	identity	
against	Frantz	Fanon’s	thesis	in	Black	Skin,	White	Masks	(1965),	in	which	he	
‘branded	the	mixed-race	black	as	suspect…	a	ready	collaborateur	with	white	
supremacy’	the	voice	of	‘self-hatred	and	Negrophobia’	(Odysseys	213).		Instead,	
Hill:		
	
spurns	claims	that	his	chosen	identity	may	camouflage	the	desire	surging	—	
to	cite	Fanon	—	‘across	the	zebra	striping	of	my	mind…	to	be	suddenly	
white’	(Black	63).		Rather,	Hill’s	zebra	metaphor	is,	for	him,	as	avant-garde	
as	the	black	panther	sign	was	for	that	party	of	urban	African-American	
Maoists	in	the	late	1960s	(221).	
	
Clarke	claims	that	Compton	follows	Hill	in	‘questioning	all	efforts	to	impose	a	
uniform	understanding	of	blackness	—	or	even	of	race’	—	and	in	espousing	a	
‘‘zebra’	sensibility’,	a	sensibility	Clarke	suggests	is	more	prevalent	in	writers	from	
the	Canadian	Prairies	and	the	West	Coast	(222).		For	example,	in	a	riff	on	
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“Motherless	Child”,	Compton	references	Fanon	before	making	a	clarion	call	to	‘my	
fellow	mixed	sisters	and	brothers’:	
	
	 											sometimes	I	feel	like	frantz	fanon’s	ghost		
is	kickin	back	with	a	coke	and	rum	having	
a	good	chuckle	at	all	this,	stirring	in	the	tears,	his	work	
done,	pounding	with	the	spirits.		oh,	all	
my	fellow	mixed	sisters	and	brothers	let	us	mount	
an	offensive	for	our	state	(Performance	16).		
	
In	isolating	the	line	‘sometimes	I	feel	like	frantz	fanon’s	ghost’	from	its	continuation	
‘is	kickin	back’,	the	speaker	of	Compton’s	poem	rewrites	the	lyric	so	that	Fanon’s	
ghost	is	a	surrogate	for	the	motherless	child.		Compton’s	artful	play	on	words	
characterises	the	speaker	as	a	paler	version	of	Fanon,	or	perhaps	a	Fanon	that	is	
‘suddenly	white’,	complicating	any	singular	view	of	black-white	subjectivities.		
Clarke	explains	the	flourishing	of	a	“zebra”	sensibility	in	Western	Canada	through	
the	‘socio-geographical	context’	of	isolation	from	larger	and	more	established	black	
communities	in	Central	and	Atlantic	Canada,	which	‘provokes,	perhaps,	their	
interrogation	of	racial	identity’	(222).		Clarke	celebrates	Compton’s	poem,	writing	
that	it	‘indulges	in	the	pleasures	of	the	indefinite…		This	wonderful,	sprawling	free-
verse	poem	executes	a	dance	across	consciousness,	one	that	explodes	black	and	
white	definitions’	(229-230)	and,	he	continues,	Compton	‘fulfils	Fanon’s	‘ultime	
prière’	[final	prayer]	at	the	conclusion	of	Peau	noire,	masques	blancs,	‘O	mon	corps,	
fais	de	moi	toujours	un	home	qui	interroge!’’	(190;	230)	[O	my	body,	make	of	me	
always	a	man	who	questions].		Indeed	the	verse	is	populated	with	questions	which	
belie	the	poem’s	opening	statement:				
	
hazel’s	so	definitive.		is	the	window	
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half	open	or	half	closed?		is	a	black		
rose	natural?		is	it	indigenous	to	this	
coast?	(15)	
	
These	lines	foreground	a	sense	of	in-betweenness	and	sets	up	the	poem	as	an	
answer	to	the	question	of	the	“natural”	presence	of	black	people	in	Canada,	
particularly	on	the	West	Coast.		Clarke	argues	that	the	speaker’s	status	‘because	it	
is	open	to	question,	is	richly,	rewardingly,	open’,	noting	that	the	poem	closes	
without	a	full	stop	(231).		The	incompleteness	suggested	by	the	lack	of	a	period	at	
the	end	of	Compton’s	poem	underscores	a	sense	that	identity	is	both	unfixed	and	in	
process.		Although	the	zebra	metaphor	is	deployed	as	a	reclamation	and	
repurposing	of	a	derogatory	term,	as	a	symbol	it	fails	to	competently	articulate	
liminal	and	hybrid	identities:	rather	than	exploding	black	and	white	definitions,	it	
implies	oscillation.		Indeed,	of	the	black	and	white	metaphor,	Compton	states	that	
‘the	revolution	I	want	is	to	stop	thinking	in	that	binary’	(“Reinventing”).20		Zebra	
stripes	are	sequenced,	suggesting	a	stable	dichotomy,	whereas	subjects	move,	they	
are	transitory	and	transitional.		Thus	the	zebra	metaphor	is	incompatible	with	the	
unfixed	conception	of	identity	in	Compton’s	“Declaration”.		Like	the	drifting,	echo,	
and	migration	of	subjects	in	“The	Lost	Island”,	identities	are	in	flux,	not	the	stable	
alternation	between	states	implicated	in	the	portioned	borderlines	of	the	zebra	
stripe,	but	blended,	porous,	and	in	process.	
	 In	positing	the	neologism	“Halfrican”,	Compton	attempts	to	answer	the	
desire	for	representation	by	prompting	a	renewed,	alternative	language	to	
articulate	mixed	race	subjectivity.		Similarly,	Compton	impresses	the	significance	of	
recovering	local	black	history,	which	‘is	no	different	from	the	greater,	global,	
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diasporic	urge.		We	seek	to	ease	the	anxiety	of	disruption	and	erasure’	(After	107).		
This	anxiety	is	the	subject	of	Compton’s	long	poem	“Rune”,	about	the	memory	of	
Hogan’s	Alley;	writing	in	2010	about	the	2004	publication,	Compton	reflects	that	he	
approached	‘the	problem	of	remembering	Hogan’s	Alley	not	through	realistic	
representation	but	through	more	elliptical	means’	and	that,	rather	than	wanting	to	
recreate	the	historical	place,	he	was	more	interested	in	‘the	desire	to	remember’	
(112).		Many	of	Compton’s	creations	incorporated	in	this	long	poem	are	imagined	
historical	artefacts,	such	as	staged	photographs,	newspaper	articles,	and	interviews	
with	fictional	residents,	‘semi-hoaxes’	based	on	real-life	corollaries	(113).		In	this	
way,	it	can	be	argued	that,	as	in	the	title	of	his	After	Canaan	essay	“Seven	Routes	to	
Hogan’s	Alley	and	Vancouver’s	Black	Community”,	Compton	carves	a	route	to	
Hogan’s	Alley	from	the	‘images	of	my	own	latent	romantic	pseudo-black-nationalist	
desires’	(115).		Photographic	elements	of	Compton’s	poem	were	created	with	the	
help	of	visual	artist	Mykol	Knight;	hand-painted	signs,	industrial	tape,	and	buildings	
that	double	as	Compton’s	imaginary	sites.		When	questioned	by	a	local	man	about	
‘what	we	were	doing	to	his	garage’,	Compton	and	Knight	explained	that	they	were	
making	poetry,	a	kinesthetic	conception	of	the	art	form	(116).		Compton	is	aware	
that	some	readers	may	miss	the	disclaimer	in	his	book	about	these	non-historical	
elements	and	‘read	the	“Landmarks”	as	actual’,	and	suggests	that	such	a	misreading	
will	‘allegorize	the	ontological	feelings’	of	a	lost	history,	as	readers	feel	‘history	
disappear	from	them…	a	process	of	reading	that	imitates…	the	sense	of	incredulity	
that	our	city	seems	to	associate	with	its	improbably	black	populace’	(117).		
Compton’s	project	foregrounds	both	‘cultural	memorialization	as	a	representational	
act’	(117)	and	the	multimodal	poetic	practice	through	which	Compton	invents	new	
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geographies,	whether	based	on	the	actual	or	the	legendary,	as	in	his	palimpsestic	
depiction	of	Pauline	Johnson	Island	in	The	Outer	Harbour.	
	 In	After	Canaan,	Compton	succinctly	expresses	the	condition	of	Black	
Canadian	experience	as	‘the	appendix	of	the	epic	and	the	echo	of	the	odyssey’	(16).		
His	desire	to	remember	Hogan’s	Alley	can	be	understood	as	an	attempt	to	
counteract	the	exclusion	of	Black	Canada	from	discourses	of	the	African	diaspora,	
as	well	as	the	tendency	for	British	Columbia	to	be	excluded	from	the	movement	to	
ground	black	identities	in	Canadian	soil.		The	strength	of	Clarke’s	identification	as	
Africadian,	and	his	sense	of	rootedness	in	Three	Mile	Plains,	does	not	negate	a	
connection	to	the	African	diaspora;	although	Clarke’s	‘long-standing	support	for…	
conservative	nationalism’	is	well	known	(MacLeod	249),	the	manifesto	he	outlines	
in	Odyssey’s	Home	challenges	Walcott’s	accusation	of	a	lack	of	concern	with	
diaspora	networks.		While	he	insists	that	‘Halifax	is	not	Harlem	or	Havana	or	Haiti’,	
Clarke	borrows	from	Peter	Hudson	to	articulate	his	aim	to	counter	‘the	shallow	
readings	of	black	writing	by	mapping	the	literary	topos	of	Canada	as	a	province	of	
the	African	diaspora	and	exploring	the	space	of	African	Canadian	literature	as	a	
province	of	the	imagination’	(qtd.	in	Odysseys	11).		What	is	interesting	here	is	
Clarke’s	approval	not	only	of	Hudson’s	diasporic	sensibilities,	but	of	the	idea	of	
Black	Canadian	literature	as	simultaneously	a	province	of	imagination,	a	concept	
Alexander	MacLeod	explores	in	his	analysis	of	Clarke’s	work.		MacLeod	argues	that	
Clarke’s	‘efforts	to	establish	an	“Africadian”	literary	canon	transgress	the	normal	
boundaries	between	real	and	imagined	social	space’	(228).		In	an	interview	with	
Maureen	Moynagh,	Clarke	calls	for	an	effort	to	“rename”,	“reorder”,	and	“rethink”	
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(77)	the	‘imagined	space	of	his	nation’	in	a	‘direct	assault	on	the	doctrine	of	
environmental	determinism’	(MacLeod	246).		MacLeod	argues	that:		
	
Unlike	traditional	regionalist	writers,	it	cannot	be	said	that	George	Elliott	
Clarke	comes	from	Africadia…		Ultimately,	it	should	be	argued	that	Clarke	is	
going	to	Africadia…		Clarke’s	writing	is	devoted	to	a	region	that	did	not	exist	
in	the	real	world	before	he	gave	it	a	name	and	initiated	the	slow	process	of	
its	creation	(244).	
	
MacLeod’s	observation	that	Clarke	is	going	to	Africadia	is	reminiscent	of	Compton’s	
excavation	of	a	route	to	Hogan’s	Alley	in	After	Canaan;	Compton’s	play	on	the	
words	“route”	and	“root”	cannot	be	overlooked.		Similarly,	Clarke’s	desire	for	a	
home-place	has	its	counterpart	in	Compton’s	interest	in	the	desire	to	remember	—	
each	is	motivated	by	a	profound	sense	of	erasure	and	elision.		This	motivation	also	
inflects	their	cultural	roles	as	anthologists;	in	a	public	conversation	with	Compton,	
Clarke	acknowledges	that:		
	
there	is	a	distinctive	black	BC	school:	now	that	you	have	put	out	Bluesprint,	
we	all	know	there	is	one	now.		And	whether	it	existed	before	or	not,	it	does	
exist	now.		That	is	one	of	the	functions	of	an	anthology,	to	say	“this	is	who	
we	are.”	(McNeilly	62)	
	
In	framing	Clarke	and	Compton’s	mapping	of	the	routes	to	Africadia	and	Hogan’s	
Alley	respectively,	each	author’s	work	acts	as	a	portal	for	alternate	interpellation,	
and	asserts	the	right	of	Black	Canadians	to	belong,	not	just	depart.		Clarke	and	
Compton	both	retrieve	histories	of	denied	violences	and	contest	a	limited	critical	
allowance	for	Canadian	blackness.		As	part	of	their	endeavours,	Clarke	and	
Compton	transcend	traditional	modes	of	nation	narration	and	multiply	blended	
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spaces	for	cultural	expression	in	their	poetry	and	prose,	their	cultural	activism	and	
critical	projects.			
	 Compton	translates	the	inheritances	of	the	African	diaspora	to	forge	a	Black	
Pacific	node	of	transnational	blackness	—	his	Pauline	Johnson	Island	is	a	stage	
where	the	terrors	and	tensions	of	colonialism	are	played	out	in	a	modern	socio-
political	landscape.		The	ecological	succession	of	the	island	gives	way	to	a	
palimpsest	of	human	colonisation	and	urban	redevelopment,	becoming	a	place	of	
imprisonment	and	death	for	a	population	of	migrants	who	can	“wink”	through	
portals	in	space,	and	of	ghosts	and	postbody	composites.		The	fractal	patterning	of	
fractured,	composite	identities	and	shape-shifting	transmutations	of	the	island,	
and,	the	later	stories	indicate,	Vancouver,	suggests	a	blended	wild	and	urban	space	
as	well	as	a	blending	of	body	and	postbody	states,	revealing	the	processes	of	nation	
and	culture	to	be	as	in	flux,	porous,	and	blended	as	the	instabilities	and	mutability	
of	the	island	itself.		Similarly,	in	Compton’s	poems,	diaspora	in	Canada	is	
characterised	by	crossings	and	palimpsests	that	point	to	the	necessary	
transgression	of	borders	between	culture,	nation,	and	geographies	to	perform	
radical,	multiple	experiments	of	identity.		Compton	seeks	a	foundational	narrative	
of	presence	in	the	psychogeographic	terrain	of	Vancouver,	a	topography	
experienced	palimpsestically	(Dickinson	96):	his	use	of	sonic	and	visual	schemas	in	
“The	Reinventing	Wheel”	explicate	the	acoustic	space	of	McLuhan’s	decentred	
galaxies	through	stutter,	crackle,	and	metronomic	oscillations,	and	propose	a	
dynamic	interface	of	connectedness	across	multiple	borders,	rather	than	sets	of	
binary	oppositions.		The	borderline	is	thus	conceived	as	the	resonant	interval,	while	
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place	is	open	and	porous,	allowing	for	fluid	movement	and	communication	through	
gaps	and	detours,	like	the	interstitial	portal	marked	by	Legba’s	vévé.		
	 In	his	project	to	rewrite	the	histories	and	geographies	of	Atlantic	Canada	
through	a	jazz-inflected	cartography	delineated	by	subjects	in	flux,	Clarke	
recognises	and	relates	the	trauma	of	black	experience	in	an	alterity-inducing	white	
landscape.		In	his	work,	Montréal,	Halifax,	Fredericton,	and	their	edgelands,	all	
belong	to	a	larger	network	of	sites,	borderlines	and	boundaries	in	the	shifting	
geographies	and	histories	of	the	Black	Atlantic.		“Hammertown”	displaces	
downtown	Fredericton	as	the	centre	of	Clarke’s	intertextual	narrative,	becoming	
the	resonant	interval	for	the	expression	and	audition	of	traumatic	racial	violences.		
The	coiled	noose	that	haunts	the	works	signifies	the	pull	and	repulsion	of	an	urban	
terrain	dominated	by	white	racial	hegemony,	while	Clarke’s	sonicscape	is	instituted	
through	the	hammering	of	piano	and	typewriter	keys	as	the	trauma	of	race	in	
Atlantic	Canada	is	recorded,	then	rewritten.		Jazz	offers	a	touchstone	of	alternate	
interpellation,	signified	by	the	use	of	Ellington	as	a	cipher	in	and	against	the	icy	
wilderness	of	Canadian	cultural	landscapes	and	climates.		The	roots	of	and	routes	
through	such	alternative	interpellations,	subjectivities,	and	spaces	establish	an	
interval	for	border	crossing	conceptions	of	identity,	nation,	culture,	and	
geographies,	and	imprint	a	palimpsestic	understanding	of	overlapping	diasporas,	
disrupting	the	homogeneity	of	imposed	dominant	metanarratives	of	race	and	
landscape	in	Canada.			
	
		
Conclusions	
	
But	there	is	nothing	to	beat	what	the	City	can	make	of	a	nightsky.		It	can	
empty	itself	of	surface,	and	more	like	the	ocean	than	the	ocean	itself,	go	
deep,	starless.	
—	Toni	Morrison,	Jazz	
	
Paul	Gilroy’s	Black	Atlantic	adduces	the	motif	of	ships	traversing	the	ocean	in	a	
paradigm	that	memorialises	the	Crossing	as	well	as	recognising	the	existence	of	
shared	and	hybrid	cultural	formations	that	transcend	national	borders.		In	his	
tidalectics,	Kamau	Brathwaite	invests	diaspora	with	the	ocean	itself,	with	the	
motion	of	the	tides,	implying	a	palimpsestic	and	rhythmic	chronotope	that	is	
implicative	of	overlapping	diasporas	in	the	image	of	the	wave.		Brent	Hayes	
Edwards	expresses	diaspora	through	the	experience	of	the	body,	through	décalage,	
and,	like	Gilroy	and	Brathwaite,	his	framework	hinges	on	kinesis	and	functions	at	a	
site	of	juncture.1		This	juncture	recalls	the	liminal	space	of	the	ocean	in	the	gap	
between	Africa	and	diasporic	sites	in	the	Western	Hemisphere;	the	shifting,	
ephemeral	locus	at	which	the	sea	meets	land;	and	spaces	both	of	linkage	and	of	
separation	that	evoke	anatomical	articulation.		As	well	as	working	with	these	
configurations,	this	study	has	engaged	with	Canadian	scholarship,	such	as	the	work	
of	R.	Murray	Schafer	and	Marshall	McLuhan,	whose	decentred	galaxies	imagistically	
shift	the	focus	from	oceanic	and	bodily	frameworks	to	a	constellation	that	directs	
our	gaze	to	points	of	reference	in	the	sky	—	the	same	sky	that	the	Amerindian	
people	used	to	navigate	the	oceans	to	reach	the	Caribbean	islands	(Chamberlin).		
This	nautical	sense	of	navigation	returns	us	to	Gilroy’s	metaphor	of	the	sea	voyage,	
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but	places	emphasis	on	the	human	interpretation	of	environment	—	sky,	sea,	and	
landscape	—	involved	in	mapping.		These	cartographic	sites	are	constructed	in	a	
blended,	rather	than	an	oppositional	relation;	in	the	city,	the	vertical	mosaic	of	the	
skyline	projects	into	the	space	above	us,	shaping	our	field	of	perception,	whilst	
urban	design	produces	junctures	in	the	cityscape	that	direct	and	interrupt	our	
movements	and	our	relationship	to	the	landscape.		
	 In	Beloved	(1987),	Toni	Morrison	figures	the	birth	of	the	female	ancestor	
through	a	narrative	blending	of	the	slaveship,	the	grave,	and	the	womb	in	her	
remarkable	chapter	from	the	perspective	of	Sethe’s	phantom	daughter,	whilst	Nikki	
Giovanni	foregrounds	the	legacy	of	the	interior	sounds	of	the	slaveship	in	the	
sonorities	of	women	of	the	African	diaspora.		Morrison	and	Giovanni	thus	invest	the	
African	Atlantic	with	the	evocative	auralities	of	the	gospel	hum	and	frame	this	as	a	
sonic	inheritance	traceable	in	the	communion	of	women.		In	The	Price	of	the	Ticket	
(1985),	James	Baldwin	imbues	New	York’s	streets	with	the	violence	and	depth	of	
the	sea	in	a	schema	that	recalls	Gaston	Bachelard’s	description	of	the	noise	of	the	
city	as	an	‘ocean	roar’	(Poetics	28).		But	when	Schafer	describes	the	rapidly	evolving	
soundscape	of	our	cities,	he	insists	on	sky-sounds	because	they	‘dominate	the	next	
movement	of	our	world	symphony’,	noting	that	‘any	number	of	thunderous	things	
can	happen	in	the	sky	over	our	heads’	(59).		Schafer	portions	the	stages	of	human	
history	through	sound,	from	the	steam	engine	to	the	cracking	of	whips,	
commenting	of	the	contemporary	period:	‘The	whole	world	is	an	airport’	(61-62).		
Schafer’s	sky-sounds	may	also	be	adapted	to	articulate	the	transmission	of	sound	
waves	(including	the	human	voice)	through	air.		In	her	poem	“The	African	All	of	It”,	
Tanya	Evanson	implies	transmission	in	the	line	‘[b]e	it	air	or	cuneiform	I	am	
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listening’	(147),	emphasising	aural	receptivity	to	sounds	communicated	through	air	
(or	breath).		Further	developing	this	link	between	sound	and	air	with	kinesis,	
Schafer	reminds	us	that	vibration	and	sound	are	inherently	imbricated,	as	
‘[a]nything	in	our	world	that	moves	vibrates	air’	and,	over	a	certain	threshold,	this	
vibration	is	heard	as	sound	(5).2		Although	these	models	are	not	posited	as	
replacements	or	appendices	for	understanding	the	experience	of	the	African	
diaspora,	a	consideration	of	the	lived	environment	enhances	our	analyses	of	the	
evolving	cultural	production	of	diasporized	communities	who	negotiate	the	layered	
cityscape	and	its	sounds,	as	well	as	the	borderlines	of	nation,	region,	and	communal	
belonging,	all	of	which	have	implications	for	identity.			
	 “Jazz-Shaped	Bodies”	opens	at	the	skyline	of	Baldwin’s	New	York	texts,	
employing	a	psychogeographic	framework	to	elucidate	the	tyranny	of	the	cityscape	
in	Baldwin’s	literary	canon.		Affording	this	space	to	Baldwin	allows	for	an	
engagement	with	the	fiction	and	nonfiction	work	of	this	prolific	African	American	
writer	at	a	crucial	site	in	the	nexus	of	black	transnational	culture.		Baldwin’s	
intimate	connection	to	Harlem	offers	a	critical	insight	that	complements	the	
deployment	of	a	psychogeographic	lens,	which	is	focused	here	on	works	such	as	
Michel	de	Certeau’s	The	Practice	of	Everyday	Life	(1984),	Gaston	Bachelard’s	The	
Poetics	of	Space	(1958),	Guy	Debord’s	“Theory	of	the	Dérive”	(1958),	and	is	tacitly	
informed	by	Frantz	Fanon’s	foundational	essay	“The	Lived	Experience	of	the	Black	
Man”	(1952).		These	texts	cohere	around	the	movement	of	the	body	through	city	
space,	whilst	Baldwin’s	accounts	of	life	in	the	city	textualise	the	experience	of	
walking	the	city	for	the	black	inhabitants	of	New	York.		Integrating	readings	from	
Baldwin	Studies	with	spatial	theory	in	my	analysis	of	works	across	the	Baldwin	
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canon	(rather	than	focusing	on	one	text	or	distinct	era	or	genre	of	his	writings)	has	
been	enormously	productive,	especially	in	my	discussion	of	the	evolution	of	
dragons	as	symbolic	of	racial	tyranny	in	the	United	States,	and	Baldwin’s	
committed,	sometimes	unpopular,	depictions	of	Harlem.	
	 In	Baldwin’s	work,	the	body	and	the	city	are	the	loci	where	the	operations	of	
American	power	structures	such	as	capitalism,	patriarchy,	and	white	racial	
hegemony	are	produced	and	reproduced.		In	Another	Country	(1962),	the	body	of	
Rufus,	Baldwin’s	black	flâneur,	is	degraded,	defamiliarised,	and	destined	to	become	
the	‘black	corpse	floating	in	the	national	psyche’	(Leeming	201).		His	experiences	
navigating	the	socio-spatial	dialectic	of	the	city	initiate	this	process	of	abjection;	
frenetically	crisscrossing	the	border	between	uptown	and	downtown	New	York,	
Rufus’	body	is	‘clasped	by	the	streets	that	turn	and	return	it	according	to	an	
anonymous	law’	(De	Certeau	92).		Rufus	is	directed	to	the	George	Washington	
Bridge,	‘built	to	honor	the	father	of	his	country’	(77),	by	the	animate	agency	and	
rhythms	of	the	urban	scene.		As	he	negotiates	the	layered	racial	and	gendered	
histories	inscribed	into	New	York’s	streets,	signals,	and	monuments,	Rufus’	
movements	are	syncopated	by	the	synaesthetic	beat	that	controls	his	experience	of	
time	and	space	in	the	city.		This	metaphor	of	the	beat	exemplifies	the	sonic,	visual,	
and	kinetic	modalities	through	which	Baldwin	renders	the	experience	of	the	black	
walker	of	the	city.		Although	Rufus	dies	at	the	end	of	the	first	chapter	of	the	novel,	
his	presence	is	‘at	the	source	of	all	the	relationships	in	Another	Country’	(Leeming	
201),	and	this	presence	haunts	the	novel’s	remaining	parts	and	chapters,	his	sister	
Ida,	and	his	friends	and	former	lovers,	Vivaldo,	Eric,	and	Cass,	who	must	negotiate	
the	spectre	of	Rufus	through	the	disembodied	voice	of	Bessie	Smith	and	
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psychosexual	episodes	which	enact	Rufus’	death	by	drowning.		Thus	Baldwin	
proposes	that	Rufus’	absence	resonates	and	has	implications	for	others	who	share	
the	city.			
	 Baldwin’s	essay	“Fifth	Avenue,	Uptown”	(1960)	is	equally	unflinching	in	its	
portrayal	of	the	lived	experience	of	the	black	inhabitants	of	the	city,	presenting	
ghetto,	rather	than	mythical,	Harlem.		Although	some	critics	detect	a	lack	of	hope	in	
Baldwin’s	depictions	of	life	in	Harlem,	his	wider	project	articulates	the	power	of	
African	Americans	to	reinscribe	and	deborder	urban	space.		As	Another	Country	
implies	the	power	of	sonic	intervention,	Baldwin’s	essay	“The	Price	of	the	Ticket”	
portrays	Beauford	Delaney’s	Greenwich	Village	apartment,	where	‘the	bond	of	the	
“unusual	door”’	between	writer	and	artist	is	crystallised	through	the	sonority	of	
spirituals,	jazz,	and	the	blues,	the	liminal	doorway	functioning	as	threshold	to	a	
shifting,	alternative	landscape	(Leeming	36).		The	depiction	of	Delaney’s	doorway	as	
a	transportive	and	transformative	portal	exemplifies	how	Baldwin’s	intimate	
cartographies	demonstrate	possibilities	for	the	black	urban	subject.		These	
possibilities	not	only	reside	in	the	black	community,	flourishing	in	the	artistic	and	
cultural	production	of	Black	New	York,	seen,	for	example,	in	Baldwin’s	own	
friendship	with	Delaney,	but	in	the	reclamation	and	production	of	space	that	this	
allows.			
	 The	study	develops	by	harnessing	posthumanist	thought	to	interrogate	the	
consequences	of	sound	technologies	for	the	production	of	space	and	the	
construction	of	black	identity	formations.		Chapter	two	traces	the	“sounding	line”	
from	Amiri	Baraka’s	Alabama	setting	to	Wayde	Compton’s	Vancouver,	mapping	
American	and	Canadian	topographies	through	the	sonic	modality	of	vibration	and	
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echo	(Compton,	Bluesprint	14).		The	emerging	central	concern	here	is	the	question	
of	what	happens	to	the	body	when	the	voice	is	severed	from	a	phenomenology	of	
physical	presence.		This	notion	of	the	postbody	soundscape	pervades	each	
examined	text	to	reveal	a	disjunctive	effect	on	temporal	and	spatial	boundaries,	in	
which	auralities	seep	through	fissures	in	space	and	time.		This	can	be	traced,	for	
example,	in	the	jazz	sounds	scored	into	vinyl	—	a	spatial,	temporal,	and	sonic	
mapping	that	is	emulated	in	the	textual	terrain	of	Ralph	Ellison’s	Invisible	Man	
(1952)	and	Esi	Edugyan’s	Half	Blood	Blues	(2011).		Edugyan	inherits	Ellison’s	vision	
of	Louis	Armstrong	and	exploits	this	‘evocation	of	African	American	identity	as	a	
time-bending,	jazz-shaped	invisibility’	(Pinkerton	187).		Edugyan’s	focus	on	
temporal	slippage,	fissures,	gaps,	and	spaces	in	the	urban	landscape	attests	to	the	
subversive	potential	and	transformative	power	of	jazz.	
	 Gaston	Bachelard	and	Michel	Serres’	writings	on	time	further	our	
understanding	of	how	this	sonic	versatility	is	achieved	temporally;	while	Bachelard	
organises	time	into	gaps	and	instants,	Serres	allows	us	to	view	time	as	a	mapping	
and	a	‘percolation’	of	past	and	future	(Pacenza	66).		Each	of	these	theories	allows	
us	to	envision	temporality	as	porous	and	as	portal.		Like	Baldwin’s	unusual	door	
invested	with	sonority,	sonic	vibration	becomes	a	threshold	for	the	movement	of	
the	postbody	through	spatial	and	temporal	barriers,	seen	in	the	aural	memorials	to	
Rufus	and	in	the	A-train	that	tatters	time	in	Baldwin’s	Another	Country.		This	
postbody	poetic	can	also	be	traced	in	the	sonic	vibrations	of	sorrow	that	mechanise	
and	fuel	Baraka’s	time	machine,	and	in	Ellison’s	kinetic	jazz	beat,	which	enables	
slippage	through	temporal	grooves	compatible	with	Bachelard’s	notion	of	the	
essential	discontinuity	of	time.		This	vibrating,	sonically-powered	postbody	poetic	
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also	extends	to	Toni	Cade	Bambara’s	explication	of	the	sounding	line	of	
interconnection	between	Velma	Henry’s	interiority	and	the	imaginary	landscape	of	
Claybourne,	Georgia	in	The	Salt	Eaters	(1980),	positing	a	restorative	antiphonal	
relationship	to	the	landscape	that	perhaps	vindicates	Schafer’s	anxieties	about	the	
severance	of	sound	from	its	point	of	origin	in	The	New	Soundscape	(1969).	
	 Engaging	with	Schafer’s	work	enables	analysis	of	the	implications	for	human	
subjectivity	when	the	voice	can		‘issue	from	anywhere	in	the	landscape’	(44),	
unrestricted	by	spatial,	temporal,	or	physical	boundaries.		Schafer’s	transboundary	
conception	of	sound	can	be	read	in	the	first	half	of	the	chapter’s	positioning	of	the	
phonograph	as	time	machine,	resurrecting	the	voices	of	the	dead	or	the	absent.		In	
the	second	half	of	the	chapter,	this	metaphor	is	contemporialised	with	the	
revolutions	of	the	dub	plate,	the	reinventing	wheel	of	Compton’s	sonic	schema.		
The	chapter	enacts	a	“detour”	(in	Rinaldo	Walcott’s	sense)3	into	Black	Canadian	
territories	of	spoken	word	and	dub	poetry,	the	texts	signalling	the	navigation	of	
multiple	diasporas	—	African,	African	American,	Caribbean,	and	Canadian.		Like	
Lauri	Ramey’s	debordering	of	the	American	canon	with	her	petition	to	include	the	
African	American	spirituals	(1),	this	critical	manoeuvre	refocuses	the	diasporic	lens	
to	include	Canada	wholly	in	the	canon,	calling	into	question	the	peripheralisation	of	
Black	Canadian	literatures.		This	chapter	also	performs	a	transboundary	gesture	of	
inclusion	by	reading	Canadian-Caribbean	spoken	word	poetry	alongside	African	
American	and	Black	Canadian	literature,	documenting	around	performances	to	
enable	readings	that	consider	the	body	and	its	multiple	senses	as	readers	and	
audiences	navigate	synaesthetically-conceived	texts.		
		
Conclusions:	Jazz-Shaped	Bodies	| 271	
	 Compton’s	manipulation	of	sound	in	his	practice	of	hip	hop	turntablism	
offers	‘a	way	of	producing	a	new	kind	of	subjectivity’	(Hayles	94),	interrupting	
culturally	constructed	boundaries	through	a	praxis	akin	to	the	Burroughs/Gysin	cut	
up	method.		The	boundary	between	body	and	postbody	is	worried	by	the	
grammaphonic	voice	and	auto-destructive	art	practice	of	Compton’s	hands	
working,	spinning,	and	degrading	the	dub	plate.		Positioning	Compton’s	dub	
revolutions	alongside	the	embodied	auralities	and	antiphonal	logic	of	Evanson’s	
“The	African	All	of	It”	and	Clifton	Joseph’s	wordless,	vocal	jazz	elegy,	“Poem	for	
John	Coltrane”	(2007),	further	uncovers	the	porousness	of	this	body	boundary,	
forging	an	interstitial	threshold,	a	vortex	for	radical	experiments	of	identity	shaped	
by	jazz.	
	 The	work	of	chapters	one	and	two	identify	the	trope	of	spatial	and	temporal	
portals	in	black	transnational	literature,	both	for	the	production	of	space	for	
alternative	interpellation	and	for	the	movement	of	the	postbody	through	space,	
time,	and	sound.		Edwards’	concept	of	décalage	—	‘a	haunting	gap	or	discrepancy’	
—	assists	our	understanding	of	the	cultural	significance	of	this	sonorous	doorway	
for	those	belonging	to	the	African	diaspora	(Practice	15).		Chapter	three	applies	
Edwards’	concept	of	décalage	to	demonstrate	how	the	diaspora	“step(s)”	and	
“move(s)”	through	a	kinetic	interpellation	that	accords	with	the	anatomical	
etymology	of	articulation,	suggesting	the	‘strange	“two-ness”	of	the	joint’	(15).		In	
Jazz	(1992),	for	example,	Toni	Morrison	emphasises	the	agency	of	the	body	to	
kinetically	architect	city	space,	conceiving	an	antiphonal	relation	to	the	landscape,	
in	which	the	city	speaks	to	its	inhabitants,	directing	their	movements,	‘smoothing	
its	sidewalks,	[and]	correcting	its	curbstones’	(64).		Décalage	is	also	traceable	in	the	
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“little	pieces”	of	Derek	Walcott’s	poetics	and	his	rendering	of	polyglot,	multiply-
inscribed	Port	of	Spain,	reflecting	the	incoherencies	of	the	Caribbean’s	fragmented	
island	topography,	incoherencies	carnivalised	by	Earl	Lovelace	in	The	Dragon	Can’t	
Dance	(1979).	
	 Like	limbo,	which	summons	the	spirit	and	trickster	strategies	of	Anancy,	the	
titular	dragon	dance	of	Lovelace’s	novel	signifies	a	celebration	and	commemoration	
of	ancestral	memory.		The	projection	of	carnival	into	the	streets	of	Port	of	Spain	
forges	a	portal	not	just	through	city	space,	but	opens	a	temporal	threshold	through	
which	the	ancestor	is	invoked,	like	the	‘limbo	gateway	between	Africa	and	the	
Caribbean’	posited	by	Wilson	Harris	(11).		Lovelace’s	depiction	of	the	dragon	dance,	
its	mouth	‘breathing	fire’	and	its	tail	‘threshing	the	ground’,	suggests	a	disruption	of	
the	urban	terrain	(28).		Additionally,	Lovelace	invests	his	text	with	the	cadences	and	
preoccupations	of	calypso	and	posits	the	calypsonian	as	chronicler:	if	Aldrick’s	
dragon	costume	operates	as	‘visual	repository’	for	the	history	of	the	Hill,	then	
Philo’s	calypsos	—	even	those	that	document	its	social	decline	—	sound	that	history	
in	accordance	with	the	oral	tradition	(Aching	60).		Furthermore,	Brathwaite	insists	
that	oralities	operate	as	‘part	of	a	total	kinesis’,	synaesthetically	imbricating	
creative	modalities	(ConVERSations	224);	like	jazz,	calypso	invests	the	urban	
topography	with	the	antiphonal	impulse	of	the	oral	tradition.		Such	articulations	of	
kinetic	interpellation	are	important	because	they	signify	engagement	with	the	
production	of	space	and	enliven	possibilities	for	a	renewed	relationship	to	the	
landscape.	
	 Ramey’s	excavation	of	the	structural	intricacies	and	cultural	intensities	of	
the	slave	songs	allow	for	an	innovative	reading	of	Morrison’s	text,	which	in	critical	
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scholarship	is	usually	read	with	an	ear	pressed	to	the	musical	structures	announced	
by	its	title.		Broadening	my	analysis	by	applying	Ramey’s	work	and	placing	
Morrison’s	text	alongside	the	calypsonian	cadences	of	Lovelace’s	novel	allows	for	a	
reading	that	positions	Jazz	within	the	soundscape	of	the	African	diaspora,	in	
correspondence	with	Morrison’s	own	interest	in	the	development	of	black	music	
across	landscapes	and	histories.		In	the	discursive	space	of	Jazz,	music	is	the	pivot	or	
portal	by	which	temporal	and	spatial	boundaries	are	made	to	dissolve,	enabling	the	
movement	of	the	‘quasi-material’	ancestral	figure	through	space	and	time	(Wiredu,	
Cultural	125).		Ramey’s	work	suggests	that	a	concern	with	the	bodily	negotiation	of	
time	and	space	in	diasporic	literature	is	rooted	in	the	development	of	cultural	forms	
during	slavery;	in	slave	songs,	for	example,	the	doorway	functions	as	a	‘profoundly	
resonant	objective	correlative’	which	blends	image	and	substance,	representing	a	
liminal	state	(116).		Moreover,	Ramey	demonstrates	how	slave	songs	break	
‘physical,	social,	and	imaginative	barriers,	navigating	between	images	of	stasis	and	
movement,	wholeness	and	fragmentation	of	identity,	and	being	alive	versus	being	
in	spirit’	(140).		The	inheritances	of	the	spirituals	shape	Morrison’s	articulation	of	
the	kinetic,	dancing	city;	seen,	for	example,	in	the	quasi-materialism	of	her	
narrator,	and	the	detailed	imagery	of	crossing	the	water	as	Joe	and	Violet	Trace	
dance	across	the	threshold	on	their	train	journey	into	the	City.		The	influence	of	the	
spirituals	is	also	evident	in	the	“ghost	physics”	of	Wild’s	embrace	with	the	narrator	
and	a	palimpsestic	narrative	structure	further	suggestive	of	the	processes	of	
migration	and	synthesis.		As	well	as	these	inheritances,	Morrison	structures	her	
work	through	the	modalities	of	jazz,	through	repetition	and	rupture,	polyphony,	
and	the	riff.		Morrison’s	blending	of	musical	inheritances	such	as	the	spirituals,	jazz,	
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and	the	blues,	alludes	to	the	continual	revival	of,	and	reinvestment	in,	the	musical	
forms	marking	the	sonic	‘continuum’	of	the	African	diaspora,	an	act	of	
remembrance	and	celebration	(Brathwaite,	ConVERSations	313).		Mackey’s	
continuum	is	also	suggestive	of	a	spatial,	temporal,	and	sonic	portal,	and	it	is	
through	this	schema	that	Morrison	invokes	the	female	ancestor,	whose	versatility	
transcends	not	only	these	borders	but	crosses	from	the	narrative	space	of	Beloved	
to	Jazz.	
	 The	crossings	and	palimpsests	that	emerge	throughout	the	study	signal	the	
necessary	transgression	of	binary	constructs	and	borders	between	culture,	nation,	
and	geographies.		Chapter	three’s	comparative	analysis	of	works	from	African	
American	and	Caribbean	literature	identified	a	porousness	that	allows	the	diaspora	
to	step	and	move	in	various	articulations,	and	advanced	that	this	signals	a	
revolutionary	debordering	of	city	space.		The	transgression	of	borderlines	forms	the	
focus	of	chapter	four’s	explication	of	Compton’s	Black	British	Columbian	and	
George	Elliott	Clarke’s	Africadian	poetics.		An	analysis	of	Compton	and	Clarke’s	
work	through	the	lens	of	McLuhan’s	decentred	galaxies	illuminates	this	process	of	
debordering.		McLuhan’s	configuration	controverts	binary	categorisations	of	centre	
and	margin	by	conceiving	of	place	as	a	network	‘without	a	stable	centre	in	dynamic	
interface’	(Cavell,	McLuhan	206).		This	dynamic	interface	can	be	seen	in	Clarke’s	
mapping	of	Fredericton	within	a	larger	network	of	sites,	borderlines,	and	
boundaries	traversed	by	the	Hamilton	brothers,	a	mapping	that	spans	Maritime	
Canada	and	crosses	the	Atlantic,	not	only	filling	the	‘gap	in	the	map’	of	Gilroy’s	
Black	Atlantic	framework	but	tracing	its	theoretical	contours	(Clarke,	Odysseys	81).			
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	 In	George	and	Rue	(2005),	Clarke	inscribes	the	experiences	of	trauma	and	
flux	in	the	Hamilton	brothers’	movements	through	Fredericton,	most	viscerally	
demonstrated	by	the	act	of	murder	and	the	“Kafka-esque”	journey	that	encloses	it	
(174).		The	murder	site	becomes	known	as	“Hammertown”,	and	in	this	way	the	
brothers’	crime	‘remains	discursively	imprinted	on	the	local	community’	(Andrews	
24),	altering	how	the	space	is	articulated,	and	positioning	it	as	a	resonant	interval	
for	the	audition	of	a	history	of	denied	racial	violences.		The	audition	of	racial	
violences	is	important	for	Canadian	literature	because	Black	Canadians	battle	
erasure	and	elision	from	both	national	and	transnational	discourse.		This	points	to	
the	tension	in	a	conception	of	boundaries	as	porous	and	the	cultural	need	for	a	
foundational	narrative	of	presence	and	grounding	in	Canada,	zoning	black	origins	
within	urban	space.		Compton	addresses	this	tension	in	After	Canaan	(2010),	in	
which	Hogan’s	Alley	becomes	a	site	of	redefinition	and	exchange	between	African	
American	cultural	influences	and	the	need	for	a	distinctively	Canadian	identity,	
emphasising	the	overlapping	diasporas	of	transnational	blackness	and	a	
palimpsestic	mapping	of	space.			
	 	A	return	to	Compton’s	work	in	this	chapter,	along	with	an	engagement	with	
Clarke	and	Compton’s	critical	writings,	enables	the	development	of	some	of	the	
intensities	of	Canadian	literature	alluded	to	in	chapter	two.		For	example,	the	
interstitial	threshold	created	between	the	body	and	the	postbody	is	rendered	
visible	in	Compton’s	story	“The	Lost	Island”,	in	which	holographic	composites,	
ghosts,	and	displaced	migrants	communicate	and	interact,	rescuing	one	another	
from	the	desperate	fate	that	seemingly	befalls	the	burning	city	of	Vancouver.		
Compton	imagines	an	apocalyptic	future	in	which	bodies	compete	with	postbody	
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composites,	and	traditional	notions	of	subjectivity	and	consciousness	are	
challenged.			
	 	This	spectral	visual	schema	is	extended	throughout	Compton’s	The	Outer	
Harbour	(2014).		Compton’s	poetics	blend	sonic	and	visual	schemas	for	articulating	
the	postbody	via	the	medium	of	audio-visual	technologies,	as	in	his	image	of	
televisions	crossing	the	ocean,	imbricating	notions	of	travel	and	transmission.		
Similarly,	Compton’s	“The	Reinventing	Wheel”	overtly	connects	the	supernatural	
with	the	open	‘body	of	a	phonograph’	which	produces	‘visceral’	sound	(After	199):	
his	work	is	populated	by	quasi-material	ghosts,	postbody	composites,	and	
references	to	the	afterlife	and	Middle	Passage,	for	example	in	his	imagery	of	
zombies	dancing	in	cargo	holds	(Performance	106).		Compton’s	postbody	poetics	
are	dexterously	applied,	both	memorialising	the	violent	severance	from	ancestral	
history	and	prophesying	the	disturbing	consequences	of	evolving	technologies	and	
expanding	socio-spatial	control	of	urban	populations	in	his	dystopian	“The	Outer	
Harbour”,	employing	‘speculative	writing	to	point	at	current	conditions’	(Thiessen	
26).		Thus	Compton’s	postbody	poetics	manifest	as	a	kind	of	temporal	caesura	in	
The	Outer	Harbour,	intimating	a	spatial	and	textual	mapping	of	time,	seen,	for	
example,	in	the	shape-shifting	transmutations	of	Pauline	Johnson	Island.			
	 In	his	Postmodern	Cartographies	(1998),	Brian	Jarvis	argues	that	a	
consideration	of	‘spatial	representations	must	seek	to	address	the	caesura	from	
which	all	cartographies	are	composed.		Marginalised	spaces	are	always	implied	and	
central	to	any	map’s	significance’	(8).		This	blended	configuration	of	margin	and	
centre	is	evidenced	across	the	chapters	of	this	study,	infiltrating	works	representing	
American,	Canadian,	and	Caribbean	landscapes.		James	Baldwin	may	dispatch	his	
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walker	of	the	city	at	the	close	of	his	novel’s	first	chapter,	but	his	centrality	to	the	
psychogeographic	terrain	of	Another	Country	is	affirmed	by	the	aural	memorials	
that	rupture	the	remaining	parts	and	chapters,	and	the	locus	of	his	suicide:	
throwing	himself	from	the	middle	of	the	George	Washington	Bridge	and	walking	
through	Midtown	to	reach	it.		The	relational	value	between	margin	and	centre	is	
inscribed	into	the	textual	topography	of	Clarke’s	George	and	Rue	as	the	Africadian	
brothers	exchange	life	at	the	edgelands	of	Fredericton	for	death	at	the	downtown	
courthouse,	yet	the	murder	scene	displaces	the	courthouse	as	caesura	in	Clarke’s	
narrative.			
	 Cartographic	exchange	also	occurs	in	Lovelace’s	The	Dragon	Can’t	Dance,	in	
which	Aldrick’s	dragon	costume	is	embodied	with	the	fabric	of	Calvary	Hill,	worked	
‘into	the	scales	and	the	threads’,	enabling	the	shantytown	to	be	carried	into	Port	of	
Spain,	carnivalising	the	centre	in	a	recursive	process	of	ritual	inversion	(31).		In	a	
1998	interview,	Morrison	famously	states,	‘I	stood	on	the	border,	stood	on	the	
edge,	and	claimed	it	as	central	and	let	the	rest	of	the	world	come	over	to	where	I	
was’	(qtd.	in	Fultz	101).		Envisioning	the	cartographic	caesura	as	a	site	of	exchanges	
of	meaning	allows	for	Compton’s	Afroperipheralism,	which	emphasises	varied	black	
experience	beyond	the	diasporic	master	narratives	against	what	he	regards	as	the	
‘redemptive	drive’	of	Afrocentrism	(After	15),	McLuhan’s	decentred	galaxies,	and	
Morrison’s	centre	to	co-exist.		As	Doreen	Massey	insists,	it	is	possible	to	‘sense	the	
simultaneous	presence	of	everywhere	in	the	place	where	you	are	standing’	(Space	
162).		Rather	than	binarising	centre	and	margin	within	a	fixed	framework,	places	
‘can	be	imagined	as	articulated	moments	in	networks	of	social	relations	and	
understandings’	(“Power-Geometry”	66).		In	line	with	the	project’s	foundation	in	
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comparative	analysis,	the	following	discursive	space	draws	out	and	synthesises	
some	of	the	connections	across	the	chapters	and	literary	locales	that	make	up	the	
whole	work,	aiming	to	position	the	texts	within	an	approximation	of	a	
transboundary	interface.	
	 George	and	Rue’s	psychogeographic	surveys	of	the	spaces	of	Atlantic	
Canada	—	and,	indeed,	George’s	Atlantic	crossings	as	merchant	marine	—	imply	a	
state	of	flux	and	exile	that	can	be	traced	in	Rufus’	frenetic	movements	between	
uptown	and	downtown	New	York,	policed	by	a	reifying	white	gaze	and	regulated	by	
a	synaesthetic	beat	that	propels	his	body	and	vibrates	the	cityscape.		The	“Kafka-
esque”	journey	of	Clarke’s	Hamilton	brothers	is	likened	to	a	coiled	noose	that	
inscribes	the	terrain	with	racial	terror	like	the	iron	rail	that	enacts	the	injunction	
‘go,	leave,	this	is	not	your	country’	(De	Certeau	112,	emphasis	added).		Baldwin’s	
beat	and	the	vibrations	of	the	A-train,	along	with	‘the	seemingly	/	endless	/	
purgatorial	/	experience	/	of	black	/	people’	signified	by	the	brothers’	perpetual	
motion,	syncopate	time	and	space	for	the	protagonists	of	each	narrative,	all	of	
whom	will	die	in	the	course	of	its	unfolding	(Brathwaite,	“Dream”	132).		To	enlarge	
the	scope	of	the	conclusions	reached	by	Amy	Reddinger	in	her	analysis	of	Baldwin’s	
text,	it	can	be	argued	that	the	violence	of	these	journeys	compel	Rufus,	George,	
and	Rue	to	suicide	and	murder	(123).			
	 The	visual	regimes	that	operate	in	Baldwin’s	New	York	spaces	find	
correspondences	in	the	surveillance	that	pervades	the	pages	of	Morrison’s	Jazz.		
The	occupants	of	Morrison’s	Harlem	and	Baldwin’s	New	York	are	monitored	by	a	
panoptic	presence	concretised	in	the	architecture	of	the	cityscape.		The	walkers	of	
Baldwin’s	city	risk	losing	themselves	in	the	viciously	racialised	maze	of	Greenwich	
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Village,	committing	to	deaths	orchestrated	by	the	urban	terrain:	‘going	under	a	
subway	train…	going	home	and	blowing	their	brains	out	or	turning	on	the	gas	or	
leaping	out	of	the	window’	(PT	xi).		Baldwin	acknowledges	the	‘animate	agency’	of	
the	urban	scene	in	this	depiction,	and	pathways	an	alternative	interpellation	in	the	
sonorous,	vibrant	space	of	Delaney’s	Village	enclave	(Turner,	Literary	22).		Similarly,	
the	occupants	of	Morrison’s	Harlem	kinetically	author	the	urban	landscape	in	what	I	
have	termed	an	antiphonal	relationship	between	them.		But	Jazz	offers	a	more	
playful,	subversive	response	to	the	visual	regimes	at	work	in	New	York:	Morrison’s	
Harlemites	return	and	defy	the	prismatic	and	voyeuristic	gaze	(of	the	narrator,	of	
the	city,	of	whiteness)	that	attempts	to	define	them;	they	watch,	whisper	to	each	
other	about,	and	pity	Morrison’s	“I”	(220),	and	forge	portals	for	self-definition	in	
the	narrative	that	are	akin	to	jazz	solos	crossing	the	constellation	of	a	larger	
communal	work.			
	 Surveying	New	York	from	an	elevated	perspective	on	the	balcony	of	a	high-
rise	building	in	Another	Country,	Rufus	feels	he	is	‘standing	on	a	cliff	in	the	
wilderness,	seeing	a	kingdom	and	a	river	which	he	had	not	seen	before’	(22).		
Reddinger	recovers	a	rhetoric	in	which	the	city	is	rendered	as	a	‘wilderness	or	
“urban	jungle”	in	which	chaos	and	racial	violence	prevails’	(127).		Wilderness	is	
figured	in	a	number	of	the	texts	in	this	study;	it	metaphorizes	not	only	the	racial	
and	sexual	anxieties	of	city	living	in	sixties	America,	but	haunts	the	cultural	
landscape	of	Canada.		In	Clarke’s	Execution	Poems	(2001),	snow	is	emblematic	both	
of	wilderness	and	a	hostile	white	landscape,	and	he	blends	wild	and	urban	space	in	
his	portrayal	of	the	act	of	murder	at	the	outskirts	of	Fredericton,	as	Rue	asks:	‘Can	
we	cover	up	a	murder	with	snow?	/	With	white,	frosty	roses?’	(35).		In	her	work	
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“Who’s	Afraid	of	the	Urban?”	Eva	Darias-Beautell	suggests	that,	in	contemporary	
Canada,	the	wilderness	‘is	the	city’	(342),	while	Justin	Edwards	and	Douglas	Ivison	
argue	that	Vancouver	‘includes	the	spectre	of	the	wilderness’	(207).		In	these	
depictions,	urban	and	wild	spaces	exchange	and/or	blend	positions	of	centre	and	
periphery,	which	disrupts	the	‘ordered	zoning	of	discrete	spaces’	that	map	nordicity	
and	ghettoise	blackness	(Edwards	and	Ivison	208).		What	each	of	these	depictions	
of	wilderness	share	is	a	lexicon	of	horror,	ghostliness,	and	haunting	in	attempts	to	
negotiate	spaces	of	segregation	and	the	racialised	and	gendered	streets	of	the	
cityscape.	
	 Many	of	the	texts	explicate	the	effects	of	the	experience	of	hauntedness	on	
urban	subjectivity,	particularly	its	implications	for	the	question	of	black	identity	in	
the	city.		As	Rufus	experiences	a	process	of	socio-spatial	abjection	and	
defamiliarisation	from	his	own	body,	this	hauntedness	represents	‘the	danger	to	
identity	that	comes	from	without’	(Jarvis	191):	ghosts	can	possess	the	body,	
terrorise	the	mind,	and	infiltrate	and	inhabit	domestic	and	public	space.		Yet	ghosts	
represent	‘both	the	potentially	threatening	and	the	potentially	liberating	
instabilities	of	identity’	(Jarvis	191).		Lisa	Mansell	understands	‘[m]ergers	of	the	
ghost	and	the	physical’	as	dismantling		‘culturally	constructed	binaries’	and	forging	
a	‘blended	conceptual	space	in	between	these	positions	—	a	post-body,	a	hyphen,	a	
both’	that	celebrates	our	‘interconnected	position	as	subjects’,	traceable	in	
Baldwin’s	description	of	his	initiatory	meeting	with	Beauford	Delaney,	which	adopts	
a	postbody	poetic	echoed	by	David	Leeming’s	own	experience	upon	meeting	the	
artist.4		Spiritual	apparitions	haunt	pages	across	the	project,	rupturing	narrative,	
sonic,	and	psychic	space,	like	the	ghostly	voices	that	embody	the	phonograph	in	
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chapter	two	and	the	‘phantom’	subjectivity	described	by	Ellison’s	Invisible	Man.		
The	act	of	haunting	and	quasi-materialism	in	Ellison’s	explication	of	visual	regimes	is	
suggestive	of	a	postbody	disruption	of	binaries	and	boundaries	that	echo	in	the	
flickering,	projected	hybrid	identities	of	Compton’s	“The	Lost	Island”.		Furthermore,	
Compton’s	image	of	‘fractals	of	bodies	made	out	of	bodies	and	carrying	forth	
bodies	of	the	past’	(Outer	40)	indicate	an	endless	replication	and	rebirth	of	the	
ancestor.		This	process	of	replication	and	rebirth	articulates	the	capacity	of	the	
postbody	and,	conceived	sonically,	the	capability	of	the	African	American	spirituals	
to	act	as	threshold	for	the	blending	and	transgression	of	temporal,	spatial,	and	
physical	limits.		Compton’s	fractal	patterns	also	conjure	the	latticework	anatomy	of	
Lovelace’s	dragon,	constructed	from	scraps	of	cloth,	and	the	fragments	of	Derek	
Walcott’s	mended	vase	metaphor	for	Antillean	history	and	for	poetic	composition,	
portraying	cultural	practice	as	a	temporal	portal	for	engaging	ancestral	memory.	
	 This	study	recognised	and	traced	a	sounding	line	that	vibrated	with	jazz	and	
travelled	between	the	works	of	black	transnational	authors	writing	from	and	
invested	with	sites	in	American,	Canadian,	and	Caribbean	landscapes.		The	sounding	
line	has	been	conceived	as	a	detour	(or	a	dérive)	that	treats	the	border	as	resonant	
interval	or	sonorous	portal,	like	the	‘unusual	door’	or	the	interstitial	threshold	
marked	by	Legba’s	vévé	(Leeming	36).		The	walker	of	the	city	can	produce	and	
change	space	by	innovating	portals	forged	by	an	alternative	interpellation	achieved	
through	visual,	sonic,	and	kinetic	schemas.		These	portals	allow	for	the	movement	
of	the	postbody	though	time	and	space,	like	ghosts	in	the	phonograph,	and	
communion	with	ancestors,	forged	by	cultural	forms	like	dragon	dance	and	jazz,	
and	provide	spaces	of	redefinition,	like	the	recovery	and	recuperation	of	black	
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history	in	the	work	of	Compton	and	Clarke.		As	Jarvis	notes,	‘[t]o	know	one’s	place	
and	to	change	places	it	is	necessary	to	listen	to	the	meanings	buried...	across	the	
storied	earth’	(191).		The	roots	and	routes	of	this	journey	share	and	exchange	
touchstones	like	aural	memorial	and	antiphonal	kinesis	that	enact	crossings	and	
negotiate	the	socio-spatial	dialectic,	palimpsestic	histories,	and	tidalectic	waves	of	
diaspora.	
	 Jazz-shaped	bodies	forge	portals	through	shifting	and	ultimately	porous	
borderlines	of	nation,	region,	and	identity,	resignifying	spatial	meanings	and	
establishing	alternative	interpellations	through	cultural	innovation.		Jazz	—	as	
visible	and	audible	sign	(Siemerling	212)	—	becomes	a	metaphor	in	the	texts	for	
invention,	innovation,	and	the	urban,	modelling	processes	of	improvisation,	
metamorphosis,	and	of	symbiosis	between	community	and	individual.		The	jazz	
text,	like	calypso,	performs	the	landscape	from	which	it	emerges,	in	its	various	
articulations	and	renditions.		The	recurring	tropes	of	inscription	and	tracing,	of	
margin	and	centre,	underscore	the	significance	of	rendition	to	black	transnational	
writing,	which	allows	the	synaesthetic	rendering	—	mapping	—	of	(overlapping,	
multiple,	evolving)	diasporic	cultures.		These	are	renditions	of:	the	body,	through	
antiphonal	and	kinetic	relationships	between	body	and	landscape;	of	space,	forging	
portals	for	black	redefinition	in	the	city;	of	time,	through	temporal	thresholds	
travelled	by	postbodies	and	carving	a	space	for	the	invocation	of	the	ancestor;	and	
through	sound,	offering	alternative	interpellation	through	sonic	interference	and	
intervention,	akin	to	ghost-like	voices	rising	from	the	grooves	of	phonographic	
revolution.	
	
		
Notes	
																																																						
	
Introduction	
	
	
1	Ruth	Wilson	Gilmore	defines	racism	as	the	‘state-sanctioned	or	extralegal	
production	and	exploitation	of	group-differentiated	vulnerability	to	premature	
death’	(28),	and	Gilroy	harnesses	this	definition	in	his	discussion	of	African	
American	rates	of	incarceration.	
2	Whilst	prisons	are	not	the	primary	focus	of	this	study,	they	are	a	part	of	the	wider	
carceral	geographies	that	shape	my	reading	of	the	processes	of	segregation,	
ghettoisation,	and	incarceration	in	the	city	(Gregory	583).	
3	Alexander	evidences	this	point	throughout	her	text,	but	especially	in	chapter	
three,	“The	Color	of	Justice”,	97-139.		Earlier,	she	notes	that	‘[n]othing	has	
contributed	more	to	the	systematic	mass	incarceration	of	people	of	color	in	the	
United	States	than	the	War	on	Drugs’	(60).		In	chapter	three,	she	explicates	how	
black	men	in	particular	are	demonised	as,	in	‘the	drug	war,	the	enemy	is	racially	
defined’	(98).	
4	Prison	industrial	complex	refers	to	‘the	overlapping	interests	of	government	and	
industry	that	use	surveillance,	policing,	and	imprisonment	as	solutions	to	economic,	
social,	and	political	problems’	(“Prison”).		Angela	Davis	notes	that	the	term	was	
developed	by	activists	and	scholars	who	argued	that	‘prison	construction	and	the	
attendant	drive	to	fill	these	new	structures	with	human	bodies	have	been	driven	by	
ideologies	of	racism	and	the	pursuit	of	profit’	(84).	
5	Barack	Obama’s	19	July	2013	remarks	after	George	Zimmerman,	a	neighbourhood	
watch	volunteer,	was	acquitted	for	shooting	and	killing	seventeen-year-old	Trayvon	
Martin	in	Florida	in	2012:		
	
You	know,	when	Trayvon	Martin	was	first	shot,	I	said	that	this	could	have	
been	my	son.		Another	way	of	saying	that	is	Trayvon	Martin	could	have	been	
me	35	years	ago…		I	think	it’s	important	to	recognize	that	the	African-
American	community	is	looking	at	this	issue	through	a	set	of	experiences	
and	a	history	that	—	that	doesn’t	go	away	(qtd.	in	Gilroy,	“Race”	1).	
	
6	I	intentionally	echo	the	language	of	Edward	Soja	on	capitalism	(see	endnotes	
below)	here,	as	Alexander,	Gilroy,	and	Gilmore	each	comment	on	the	corporate	and	
political	profitability	of	the	US	prison	industrial	complex,	for	example,	through	the	
exploitation	of	prison	labour	(Davis	84).	
7	I	borrow	this	phrase	from	Edward	Soja’s	chapter	on	the	socio-spatial	dialectic	in	
Postmodern	Geographies	(1989),	76-93,	and	his	earlier	essay,	“The	Socio-Spatial	
Dialectic”	(1980).	
8	Of	capitalism,	for	example,	Soja	writes	that	its	survival	depends	upon	the:	
	
distinctive	production	and	occupation	of	a	fragmented,	homogenized,	and	
hierarchically	structured	space	—	achieved	largely	through	bureaucratically	
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(that	is	to	say,	state)	controlled	collective	consumption,	the	differentiation	
of	centres	and	peripheries	at	multiple	scales,	and	the	penetration	of	state	
power	into	everyday	life	(Postmodern	92).	
	
9	Lefebvre	defines	the	city	as	a	‘space	which	is	fashioned,	shaped	and	invested	by	
social	activities	during	a	finite	historical	period’	(73).	
10	In	the	context	of	architecture	and	urbanism,	for	example,	Lefebvre	writes:	
‘People	look,	and	take	sight,	take	seeing,	for	life	itself.		We	build	on	the	basis	of	
papers	and	plans.		We	buy	on	the	basis	of	images’	(75-76).	
11	Guy	Debord	defines	détournement	as	‘the	reuse	of	preexisting	artistic	elements	
in	a	new	ensemble’,	governed	by	two	‘fundamental	laws…	the	loss	of	importance	of	
each	detourned	autonomous	element…	and	at	the	same	time	the	organization	of	
another	meaningful	ensemble’	(Knabb	55).	
	
	
Chapter	One:	“Here	Be	Dragons”	
	
	
1	In	human	geography,	the	term	“spatial	structure”	is	used	to	denote	‘the	
interdependence	of	human	agency	and	spatial	structures,	whereby	agency	
responds	to	but	also	reproduces	and	transforms	its	spatial	templates’	(Gregory	
715).	
2	Jarvis	argues	that	the	‘three	most	significant	power	structures	in	contemporary	
American	society	are	capitalism,	patriarchy	and	white	racial	hegemony’	(7).	
3	Alexander’s	work	offers	a	legal	insight	into	the	spatial	and	social	control	of	African	
American	citizens	in	urban	centres,	which	culminates	in	an	interrogation	of	current	
drug	law	enforcement	practices	in	the	United	States.	
4	Pile	argues	that	third	spaces	‘call	into	question	the	constitution	of	dualisms’;	they	
are	‘not	simply	gaps	between	axes	of	power	(such	as	race,	class,	gender,	sexuality),	
they	are	also	created	out	of	the	interactions	between	power	relations’	(183).		
5	See:	Leeming,	James	Baldwin:	A	Biography	(1994),	270-272.		In	a	conversation	
between	Leeming	and	myself,	he	drew	comparisons	between	his	personal	
experiences	with	Delaney	and	Baldwin’s	own,	and	described	a	journey	that	took	
them	out	of	their	bodies.	
6	I	borrow	the	phrase	from	Alan	Rice,	Creating	Memorials,	Building	Identities	(2010).	
7	In	the	story	“This	Morning,	This	Evening,	So	Soon”,	the	narrator	similarly	
comments	that	the	statue	of	liberty	‘had	always	been	an	ugly	joke	to	me’	(163).		
8	Pile,	in	turn,	echoes	Henri	Lefebvre’s	work	on	the	urban	spectacle	in	The	
Production	of	Space	(1974),	which	notes	that:	‘It	combines	the	city’s	reality	with	its	
ideality,	embracing	the	practical,	the	symbolic,	and	the	imaginary’	(74).	
9	In	his	1964	essay	on	the	distinction	between	the	eye	and	the	gaze,	Jacques	Lacan	
suggests	that	human	subjectivity	is	constructed	when	the	subject	experiences	him	
or	herself	as	an	object	under	the	scrutiny	of	a	gaze:	‘The	spectacle	of	the	world,	in	
this	sense,	appears	to	us	as	all-seeing’	(75).	
10	Baldwin’s	crumbling	wall	is	reminiscent	of	the	narrator’s	desire	in	Ralph	Ellison’s	
Invisible	Man	to	hear	five	recordings	of	Louis	Armstrong’s	“What	Did	I	Do	to	Be	So	
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Black	and	Blue”	simultaneously.		He	wants	to	‘feel	[the]	vibration’	of	Armstrong’s	
performance	in	his	underground	bunker	(8).		In	Baldwin’s	work	it	is	the	originary	
performance,	rather	than	a	recording,	which	has	the	power	to	crumble	walls;	what	
this	achieves	is	more	ambiguous,	as	along	with	applause,	envy	and	racism	may	
wash	over	Arthur	too.			
11	Of	migrants	moving	north,	Baldwin	states:	‘They	do	not	move	to	Chicago,	they	
move	to	the	South	Side;	they	do	not	move	to	New	York,	they	move	to	Harlem’.	
12	As	noted	above,	Debord	explains	this	mechanism	in	“Theory	of	the	Dérive”:	‘cities	
have	a	psychogeographical	relief,	with	constant	currents,	fixed	points	and	vortexes	
which	strongly	discourage	entry	into	or	exit	from	certain	zones’	(Knabb	50).			
13	Baldwin’s	portrayals	were	not	unilaterally	popular,	especially	his	open	disdain	for	
Harlem’s	housing	projects:	Boyd	writes	that	he	was	‘lambasted	for	chastising	the	
projects	in	Harlem’	(139).		In	particular,	his	‘suggestion	that	the	inhabitants	of	the	
projects	urinated	on	the	walls	and	generally	defaced	the	units	brought	an	angry	
response’	from	Harlem	newspapers	(Boyd	133).	
14	Although	he	made	regular	visits	to	Harlem,	Baldwin	expresses	some	difficulty	
about	the	separation	in	a	letter	to	his	friend	Dan	Fink	in	1943,	writing:	‘I	left	in	
Harlem	a	family	and	a	faith,	and	this	is	never	done	without	terrible	misgivings’	(qtd.	
in	Boyd	58).			
15	In	Go	Tell	It,	John	Grimes’	excursion	into	the	city	is	marked	by	a	sense	of	
transgression,	as	he	uses	the	money	given	to	him	by	his	mother	for	his	birthday	to	
buy	a	cinema	ticket:	‘he	stared	at	the	price	above	the	ticket-seller’s	window	and,	
showing	her	his	coins,	received	the	piece	of	paper	charged	with	the	power	to	open	
doors’	(28).	Griffin	argues	that	the	Harlem	branch	library	provides	John	with	‘the	
foundation	and	the	map	for	navigating’	the	white	world	beyond	Harlem	(88).	
16	The	Fire	Next	Time	was	published	in	1963,	just	one	year	after	Another	Country,	
and	is	regarded	as	a	key	text	of	the	Civil	Rights	Movement	(Field	47).	
	
	
Chapter	Two:	Ghosts	in	the	Phonograph	
	
	
1	Compton	quotes	from	Frederick	Douglass’	My	Bondage	and	My	Freedom	(1855)	
(‘We	meant	to	reach	the	north	–	and	the	North	was	our	Canaan’)	to	evidence	this	
connection	between	the	North,	freedom,	and	“psalmic”	Canaan	(After	15).	
2	Vibration	and	sound	are	inherently	imbricated,	as	Schafer	reminds	us:	‘Anything	in	
our	world	that	moves	vibrates	air’,	and	this	movement	is	heard	as	sound	if	it	
oscillates	at	more	than	about	165	times	a	second	(5).	
3	Schafer	defines	noise	as	‘any	undesired	sound	signal’	(18).	
4	In	a	public	conversation	with	Junot	Diaz,	Toni	Morrison	identifies	a	tension	in	
Ellison’s	use	of	the	trope	of	invisibility,	commenting	that	the	narrative	of	African	
Americans	is	often	controlled	by	the	white	gaze	implied	by	mainstream	publishers:	
	
I	can	feel	that	gaze;	that	they’re	really	not	talking	to	me.		You	know,	you	
write	a	book	and	call	it	Invisible	Man	—	invisible	to	whom?		Not	me.		So	
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that’s	already	[holds	up	hands	as	a	barrier],	a	wonderful	book	that	still	has	
that	other	gaze.	
	
5	In	“The	Grain	of	the	Voice”	(1972),	Roland	Barthes	figures	vocal	grain	in	the	‘dual	
production…	of	language	and	of	music’	as	the	signifier	occupying	‘the	very	precise	
space	(genre)	of	the	encounter	between	a	language	and	a	voice’	(181).	
6	Tate	argues,	moreover,	that	the	female	characters	in	Ellison’s	Invisible	Man	
function	‘like	the	underground	station	masters	of	the	American	slave	era’	(254).	
7	Of	the	chronology	of	the	novel,	Bambara	states	that	she	practiced	an	‘avoidance	
of	a	linear	thing	in	favour	of	a	jazz	suite’	(qtd.	in	Rice	105),	endowing	the	temporal	
with	sonic	structures.	
8	Bull	and	Back	explain	that,	in	the	modern	world:	‘understanding	is	identified	with	
seeing.		In	the	hierarchy	of	the	senses,	the	epistemological	status	of	hearing	has	
become	a	poor	second	to	that	of	vision’	(1).	
9	For	example,	Schafer	writes	that	schizophonia	is	‘supposed	to	be	a	nervous	word’	
(47).	
10	Cavell	quotes	from	McLuhan’s	Through	the	Vanishing	Point	(1968).	
	
	
Chapter	Three:	Crossing	the	Water	
	
	
1	Wiredu	writes:	‘I	do	not	know	of	any	African	thought	system	in	which	mind	is	
conceived	as	an	entity	rather	than	as	a	capacity,	namely,	the	capacity	to	think’	
(“African”	16).	
2	Turner	discusses	Talmy’s	“fictive	motion”	and	Boyer’s	“ghost	physics”	here.	
3	The	“wandering”	chorus	is	an	interesting	element	of	slave	songs	in	which	a	refrain	
would	appear	in	multiple	songs,	leaving	little	chance	of	discovering	the	originary	
author,	whilst	William	Burton’s	description	of	the	“mosaic”	quality	of	slave	songs	
emphasises	how	some	songs	were	pieced	together	from	others	(Ramey	103).	
4	Morrison	views	Jazz	as	part	of	a	trilogy	that	rewrites	the	major	epochs	of	African	
American	history,	buttressed	by	the	post-Civil	War	Reconstruction	Era	setting	of	
Beloved,	and	the	novel	Paradise	(1997),	set	largely	in	the	1960’s	in	an	all-black	town	
in	Oklahoma,	during	the	second	Reconstruction	(1960-1975)	(Scruggs,	Sweet	15).	
5	The	impression	of	a	thunderlike	voice	is	strongly	conveyed	in	the	novel’s	final	
chapter,	when	the	narrator	imparts	that	they	have	a	‘sweettooth’	for	pain,	for	
‘[b]olts	of	lightning,	little	rivulets	of	thunder.		And	I	the	eye	of	the	storm’	(119).	
6	This	synaesthetic	rendering	of	the	architectural	environment	resembles	Friedrich	
Schelling’s	notion	of	architecture	as	music	in	space,	as	‘frozen	music’	(177).	
7	Kamau	Brathwaite	in	conversation	with	Nathaniel	Mackey	at	Poet’s	House,	New	
York	on	18	November	1993,	published	as	a	multiphasic	draft	with	elaborations	in	
1999.	
8	Lovelace’s	address	combines	pieces	entitled	“Engaging	Our	Landscape”	and	
“Rebellion	Against,	Rebellion	For”,	which	he	delivered	at	other	events	during	the	
year,	including	the	PEN	World	Vision	Festival	2013	in	New	York,	and	the	Caribbean	
Urban	Forum	2013	in	Trinidad.	
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9	Chamberlin’s	work	is	an	important	reminder	of	the	Caribbean’s	Amerindian	
legacies.	
	
	
Chapter	Four:	Gap	in	the	Map	
	
	
1	This	dominant	metanarrative	is	in	part	a	historical	remnant	of	Canada’s	role	in	the	
operations	of	the	Underground	Railroad,	which	peaked	between	1830	and	1860,	
when	runaway	slaves	sought	refuge	north	of	the	American	border	(Cooper	69).			
2	The	date	of	Confederation,	which	began	the	process	of	conversion	of	colonies	to	
Canadian	provinces,	is	1867,	whilst	slavery	was	abolished	in	Canada	in	1833.	
3	With	the	passing	of	Simcoe’s	Act	Against	Slavery	in	1793	in	what	was	then	known	
as	Upper	Canada,	the	British	territory	that	would	become	Ontario,	enslaved	
Americans	began	to	move	northward	towards	freedom.		Cooper	attributes	the	
spread	of	this	knowledge	among	black	populations	in	the	US	to	the	War	of	1812.		
However,	Simcoe’s	bill	granted	freedom	to	slaves	who	arrived	from	other	parts	of	
the	world,	but	it	did	nothing	to	free	existing	slaves	in	Upper	Canada	or	to	prevent	
slave	owners	from	selling	slaves	to	an	international	market.		As	a	consequence,	with	
the	gradual	abolition	of	slavery	across	the	Northwest	Territory	of	the	US	from	1787,	
Upper	Canadian	slaves	were	escaping	southward	into	the	free	American	territories	
(Cooper	103).	
4	In	a	2002	interview	with	Kevin	McNeilly,	Clarke	expressed	a	fascination	with	the	
effects	of	‘African	American	cultural	imperialism	on	Canada’,	arguing	‘you	have	to	
reconfigure	that	in	your	own	ways	in	order	to	have	it	be	useful	for	your	life	here...	
we	take	that	influence	and	we	adapt	it’	(63).	
5	Whilst	the	seemingly	divergent	theories	of	nationalism	and	regionalism,	diaspora	
and	transnationalism	have	come	to	define	the	theoretical	positions	of	Clarke	and	
Walcott	respectively,	some	critics	levelly	reveal	that	‘these	are	not	clear-cut	
perspectives	for	either	critic’	(Fraile	78).		Despite	Clarke’s	grounding	in	Africadian	
identity,	he	states:	‘I	testify:	African-Canadian	literature	has	always	been	
international’	(Eyeing	xv).	
6	First	published	1997;	the	text	refers	to	Walcott’s	introduction	to	the	second	
revised	edition	of	Black	Like	Who?	
7	In	2014,	the	City	of	Vancouver	formally	recognised	its	founding	upon	the	unceded	
aboriginal	land	of	the	Musqueam,	Squamish,	and	Tsleil-Waututh	First	Nation	people	
(Meiszner).	
8	Johnson	developed	her	stories	from	those	told	to	her	by	Chief	Joe	Capilano	of	the	
Squamish	people	of	North	Vancouver,	the	‘old	tillicum’	of	Johnson’s	tales.			
9	Compton	states	that	he	uses	‘a	few	tools	common	to	fantasy	and	speculative	
writing	to	point	at	current	conditions’	(Thiessen	26).	
10	Compton	invokes	the	figure	of	Legba	in	a	number	of	other	poems,	such	as	“JD”,	
about	James	Douglas,	the	first	governor	of	Vancouver	Island,	who	‘never	confirmed	
nor	denied	the	rumour	that	he	was	part’	black	(Bluesprint	272),	and	in	his	long	
poem	“Rune”,	collected	in	Performance	Bond	and	discussed	in	chapter	two.	
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11	Compton	notes	that	‘Brathwaite	borrows	this	description	from	an	unnamed	critic	
who	was	writing	about	his	work’	(“Even”	22).	
12	Clarke	addressed	these	issues	at	his	2013	lecture	in	Toronto.		According	to	Clarke,	
black	skin	is	aberrational	with	‘the	frosty	temperatures	and	freezing	precipitations’	
of	the	Canadian	climate.		An	assumption	that	black	people	are	displaced	in	the	
North	leads	to,	in	Clarke’s	opinion,	an	environmentally	configured	racialism.	
13	‘We	meant	to	reach	the	north	—	and	the	North	was	our	Canaan’	(Douglass	qtd.	in	
After	15).	
14	Clarke	was	born	after	the	event,	in	1960.	
15	Fraile	presented	her	paper	at	“The	Glocal	City	in	Canadian	Literature”	conference	
in	Salamanca,	2011.	
16	James	Baldwin’s	use	of	similar	imagery	is	discussed	in	chapter	one	of	this	study,	
particularly	in	terms	of	the	‘absolutely	alabaster	landscape’	(Nobody	18)	of	the	
Swiss	mountain	village	where	he	wrote	his	first	novel,	Go	Tell	It	on	the	Mountain	
(1953).	
17	Siemerling’s	focus	is	Mairuth	Sarsfield’s	No	Crystal	Stair	(1997),	set	in	1940s	
Montréal,	though	he	also	considers	Clarke’s	‘jazz-inflected	black	anglophone	
Montréal’	(213).	
18	Prime	Minister	of	Canada	1968-1979	and	1980-1984.	
19	Fraile	positions	Hill’s	work	as	complicating	‘the	seemingly	polar	positions	within	
African	Canadian	criticism’	represented	by	Clarke	and	Walcott	(78).	
20	Compton	speaking	after	a	performance	of	“The	Reinventing	Wheel”	at	the	
University	of	Waterloo	in	2013.	
	
	
Conclusions	
	
	
1	Although	Gilroy,	Brathwaite,	and	Edwards	may	share	and	exchange	touchstones	
such	as	kinesis,	liminality,	and	juncture,	it	is	importance	to	stress	that	each	theorist	
makes	expressly	distinctive	contributions	to	our	thinking	on	diasporic	cultures.	
2	This	movement	is	heard	as	sound	if	it	oscillates	at	more	than	about	165	times	a	
second	(Schafer	5).	
3	Walcott	defines	the	detour	as	‘an	improvisatory	and	an	in-between	space	which	
black	diasporic	cultures	occupy’	(31).			
4	As	noted	in	chapter	one,	Leeming	writes	about	his	encounter	with	Delaney	in	Paris	
in	his	biography	of	Baldwin,	and	he	related	this	experience	in	response	to	my	
research	on	Baldwin	and	Delaney’s	Greenwich	Village	meeting.		In	addition	to	my	
conversation	with	David	Leeming,	my	interviews	with	Earl	Lovelace	and	George	
Elliott	Clarke	have	allowed	me	to	make	contributions	to	existing	scholarship	in	the	
body	of	the	work:	specifically,	on	the	commodification	of	carnival	and	its	role	in	the	
need	for	a	renewed	relationship	to	the	landscape,	and	on	the	significance	of	the	
intersections	of	regional	and	provincial	identities	to	the	formation	of	a	Black	
Canadian	national	consciousness.		I	am	grateful	to	each	of	these	authors	for	their	
time	and	generosity.	
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